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PROGRAM 
Piano Trio in C major, Hob. XV: 27 
Allegro 
Andante 
Presto 
Hyperblue 
Fantastico - Lento subito - Poco pesante 
-Intermission-
Piano Trio in D minor, Op. 63 
Mit Energie und Leidenschaft 
Lebhaft, doch nicht zu rasch 
Langsam, mit inniger Empfindung 
MitFeuer 
Franz Joseph Haydn 
(1732-1809) _ 
David Rakowski 
(b.1958) 
Robert Schumann 
(1810-1856) 
PROGRAM NOTES 
Franz Joseph Haydn: Piano Trio in C major, Hob. XV:27 
Following his enormously successful pair of visits to England, Haydn returned 
to Vienna for the rest of his life, newly committed to the genre of the piano 
trio, to which he had devoted himself (along, of course, with his last dozen 
symphonies!) while in London. His last work to be written before he left was a 
set of three trios (Hob.XV:24-26), completed in the summer of 1795 and 
dedicated to Rebecca Schroeter, the woman he would have married if he had 
been free to do so. Back in Vienna he composed five more keyboard trios, one 
group of three works, and two single compositions. The last set was published 
in April 1797 by the English firm of Longman & Broderip as "Three Sonatas for 
th!? Piano-forte, with an accompaniment for the violin & violoncello." As the 
r ' , indicates, the publishers, at least, still put these trios in the genre of the 
al.companied sonata, out of which the piano trio had grown in previous 
decades. For years the piano trios of most composers were created essentially 
as a practical means of home music-making, with a piano part that contained 
all essential material, so that if the others were not available, the music 
would be complete anyway. Violin or cello or both might be added as 
available to flesh out the sonority, but with little effect of the content. 
Yet Haydn's late trios were not likely to be picked up by any but the most 
gifted amateurs, because the piano part reaches a high level of virtuosity, and 
that of the C-major trio is the most brilliant of all. Haydn conceived it for 
Therese Bartolozzi, who was clearly no mean artist of the keyboard (he had 
written his single best-known piano sonata--the big E-flat sonata that has 
always been a favorite of the virtuosi--for her). We have, despite the 
publisher's insistence, left the piano trio of cozy home music-makers far behind 
and arrived at the mature genre, soon to be continued and enriched by 
Beethoven and Schubert. Still, the piano plays a leading role throughout, 
possibly to allow the dedicatee to display her skills especially. 
The work is full of felicities. The opening sonata form movement builds in 
intensity as the exposition unfolds with an increasingly active rhythmic 
background. As with his greatest symphonies, the principal themes of the 
opening movement are derived from one another, so that the discourse is 
essentially monothematic. The exposition is filled with many elements of 
harmonic deception, but these are replaced in the recapitulation by more stable 
versions of the material. As we listen to this music, so to speak, historically 
backwards-that is, through the better known examples of Beethoven--it is 
r,< to interpret many aspects of this score as Beethovenian, including the off 
oeat sforzandi to emphasize striking harmonic changes, the play of 
dynamics, and the grand gesture. 
The slow movement is a lovely siciliano with a surprising, stormy middle 
section that is developmental. Another "Beethovenian" element in this trio is 
Haydn's interest in keys that are related by a third, a striking novelty 
harmonically at the time, though one that Beethoven was to exploit many 
times in later decades. The most obvious example here is the key relationship 
between the outer movements (C major) and the slow movement (A major), but 
there are numerous reflections of these two keys throughout the work. 
The final Presto is again in sonata form, though with distinct rondo elements, 
and it remains one of the wittiest and most delightful movements to come from 
this wittiest of all composers. 
Robert Schumann: Trio No.1 in D minor, Op. 63 
After Robert Schumann's first burst of chamber music composition, in 1842, 
when he wrote the three string quartets, the piano quartet, and the piano 
quintet, he turned his attention in other directions for a time. It was not u · 
the early summer of 1847 that he returned to chamber music genre in the ~ 
creation of this, his first piano trio. During most of 1847 Schumann had busied 
himself with the working out of a libretto for his opera Genoveva and the 
completion of his music to Goethe's Faust. But at the same time he turned out 
the D minor trio (composed between June 3 and June 16) and, a bit later, a second 
piano trio (begun in August and completed in October); both works represented 
temporary interruptions in the composition of the opera and reflected the 
beginning of a new period of creative excitement after a comparatively fallow 
time. 
The D minor trio is one of Schumann's finest chamber works, richly inventive 
and powerfully expressive. In the years immediately preceding its 
composition, he had begun to come to terms with the music of Johann Sebastian 
Bach, and we find throughout an interest in contrapuntal interplay between 
the three participants that enlivens the texture quite wonderfully. There is a 
subtle, cognate relationship between the principal theme of the first 
movement, in D minor, and that of the finale, in D major, but in general the 
movements are self-sufficient. The work was almost certainly inspired by the 
popular D minor trio of Schumann's good friend Felix Mendelssohn, and it is a 
worthy successor to that piece. The slow movement features a ravishingly 
expressive theme characteristic of one of Schumann's favorite performance 
indications: "innig" ("heartfelt"). Sincerity and directness of emotional 
appeal, even in the tiniest expressive details, are thoroughly typical of 
Schumann; when they are matched by a high level of inspiration, as here, the 
result is especially treasurable. 
--Steven Ledbetter 
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David Rakowski: Hyperblue 
David Rakowski was born and raised in St. Albans, Vermont, attended 
college in Boston and New Jersey, taught at Stanford and Columbia 
Universities, was a founder of the Griffin Music Ensemble, and now is in the 
midst of his first year on the faculty of Brandeis University--on leave. He has 
written a symphony, three concerti, various pieces for orchestra, several 
collections of songs, and a great deal of chamber music; about thirty of these 
pieces published by CF. Peters. He has been honored with fellowships and 
awards from the Guggenheim, Rockefeller and Fromm Foundations, and the 
NEA among others, and his music has been performed all over the U.S. and in 
Europe. In the current academic year, he is living la dolce vita with a Rome 
Prize. 
Hyperblue was commissioned by the Fromm Music Foundation at Harvard 
University for the Itzkoff-Shapiro-Rider Trio, who premiered it at Boston 
~liege on March 26, 1993. The piece is an oddly configured scherzo sandwich--
. 10 scherzi surrounding a slow movement, with no pauses between movements. 
It was begun in July, 1991, thrown away in August, 1992, and finished in 
January, 1993. 
One of the original ideas for Hyperblue was visual; when walking around 
Lake Como in Italy, I was struck by a visual image of flocks of birds flying in 
tight formation, which would split into two pieces when one bird would 
violate the formation, carrying others with it, and then which would 
somehow get back into tight formation. I thought this would be an interesting 
way to think about unison, fly apart, come back into unison, break apart, etc., as 
the piece demanded. As the piece progressed, other strategies came into play, 
particularly the temporary formations of alliances of two, which would 
dissolve and reform in other ways as well. 
Another idea for Hyperblue was to think of what-if; what if you got three 
players expert in the performance of new music together, who were ignorant of 
any other kind of music, and told them to improvise be-bop, based on a short 
list of surface characteristics and a few typical chords? Hyperblue is a 
visceral response to that sort of question. The original performers likened the 
piece to "the dark side of jazz," and some of the instrumental writing was 
prompted by Gerry ltzkoff's offhand comment "I can sound like a saxophone." 
Gerry selected the first pitch of the piece, F, and Lois Shapiro selected the 
second, G-flat; the composer chose the rest of the notes. 
--David Rakowski 
.., 
MEET THE ARTISTS 
Bayla Keyes, violinist, is an active chamber musician and soloist, 
performing as a member of Boston Muska Viva, the Marblehead Chamber 
Players, the Triple Helix, Sonos, and the Tempest Trio. Recent concert 
highlights include the Bargemusic series in New York City, solo appearances 
with the Richmond and Ohio Chamber Symphonies, a cycle of the complete 
Beethoven violin sonatas in Boston, and the Italian and American premieres of 
a new work for violin and jazz orchestra, "Capriccio", by Bernard Hoffer . Well 
known to audiences as a founding member of the Muir String Quartet, winner of 
the Evian and Naumburg Competitions, with whom she played over one 
thousand concerts on the international touring circuit, Ms. Keyes received her 
Bachelor's Degree from the Curtis Institute of Music, her Master's Degree from 
Yale University, and her first professional experience with the acclaimed 
Music from Marlboro. Her teachers have included Paul Kling, Ivan Galamia . . 
Oscar Shumsky, Felix Galimir, Raphael Hillyer, Karen Tuttle, and members 
of the Beaux Arts Trio, Budapest and Guarneri Quartets. Ms. Keyes teaches at 
Boston University, where she is Co-Chairman of the String Department, and 
at several summer festivals, most notably the Boston University Tanglewood 
Institute and the Interlochen Chamber Music Conference. She plays a 
Gennarius Gagliano made in 1740. Ms. Keyes has recorded for Video Artists 
International, Ecoclassics, CRI, Musical Heritage, EMI-France, and New 
World Records. 
,. .................. , ,  
Cellist Ronda Rider is a member of the Naumburg Award winning Lydian 
String Quartet and winner of New York's Concert Artists Guild Award. With 
the Lydians, she tours the U.S. and abroad as well as keeping a busy schedule 
performing and teaching at Brandeis University. An avid interest in 
contemporary music has led Rider to premier and record works by such 
composers as Elliot Carter, Lee Hyla, Donald Martino and Steve Mackey. 
Rider's disc on the CRIO label was described as "dazzling performances of 
dynamic works" by Musical America. Rider also teaches cello and chamber 
music at the Boston Conservatory . 
.. ,.,. ........ ,  . ,. . 
Lois Shapiro, pianist, has concertized as soloist and collaborative artist 
throughout the U.S. as well as abroad. The range of her interests and 
affinities is reflected in a repertoire of considerable scope--from period 
instrument performances of 18th century works to premiers of new pieces written 
for her. A winner of New York's Concert Artists Guild Award, Shapiro has 
recorded on Afka, Channel Classics, Centaur, and MLAR. She teaches piano 
and chamber music at the Longy School of Music and Wellesley College. She 
has given numerous masterclasses and lectures on topics such as the music of 
Robert Schumann within the context of his intellectual and artistic milieu. 
According to the Boston Globe: "She is a wonderful artist and a dangerous 
person to work with ... what makes her dangerous is her imagination and her 
insight; Shapiro has the great gift of making everything she does sound 
inevitable even when it is surprising." 
These three outstanding and versatile performers, well known and loved by 
New England audiences, now join forces in Triple Helix. 
Consider the double helix, the structure of the DNA molecule consisting of 
two spiral chains coiled around the same axis. Inspired by the notion of the 
double helix as the dynamic intertwining and interdependence of spiraling 
energies which generate life, the artists wished to draw a fanciful connection 
to the mutuality in the partnership of violin, cello and piano within the 
traditional piano trio. Each instrument, a potent voice in its own right, is 
entrusted by the composer with its share of "the genetic material" of the piece . 
The dance of swirling strands engaged in the forming of life is mirrored here by 
the dance of musical lines, whose interactions are the very forming process 
itself for each unique piece of music. 
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